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Abstract 
The authors of this paper are completing an Australian Research Council (ARC) Linkage 
Grant investigating sustainable models for the 21
st
 century orchestra. This research was 
conducted in collaboration with Queensland University of Technology (QUT), the 
Brisbane Festival, The Queensland Orchestra and the management team of the Ten 
Tenors. This is predicated on widely held concerns that orchestral audiences are ageing 
and declining, which is impacting on the economic viability of orchestral performance. 
By addressing the challenges of repertoire, entertainment competition, technology, and 
audience relationships, new models of artistic and economic sustainability are described. 
  
The findings of this cross-disciplinary research (music and business) have the potential to 
inform Australian tertiary music culture and curriculum, amongst others. This is 
particularly relevant in the area of string players and their relationships to i) other 
musicians ii) the repertoire and iii) performance practices. More broadly it looks at the 
inclusion of digital music and images into traditional musical forms, and the changing 
skill-sets needed for a 21st century music academic. 
 
Introduction  
Any cultural change in music practice will eventually impact upon its teaching. There is 
an old saying (Ray 1678), "There’s more than one way to skin a cat”, meaning that here 
are many ways to do something. This could be paraphrased for a string player as 
“There’s more than one way to stroke a catgut”. This maxim may well be useful to 
those involved in orchestral music training.  
 
The word orchestra comes from the ancient Greeks, describing the space in front of the 
stage where a chorus sang and danced. It was not until the late seventeenth and early 
eighteenth centuries that ‘orchestra’ began to be applied to a group of musicians. Both 
the meaning of the word and the orchestra itself have evolved over time to be "an 
organised body of bowed strings with more than one player to a part, to which may be 
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added any number of wind and percussion instruments” (Grove Dictionary, 2006).This 
definition tells us much about the widely held traditional view of an orchestra. The 
Encarta Microsoft Dictionary (1999) is broader in scope in its second definition of the 
orchestra, “i) a large group of musicians playing classical music, consisting of sections 
of string, woodwind, brass, and percussion players, and directed by a conductor. ii) a 
group of musicians, especially a fairly large group usually but not always playing 
classical music”. 
 
The society which spawned the 19th or even 20
th
 century orchestra has changed 
immeasurably. Recently BBC radio broadcaster Peter Day recounted a story of a small 
USA town in 1906 - which had two opera houses. Remarkably the next town (only 
eleven miles away) also had an opera house (Day, 2007a). It was a time when opera and 
classical music were more central to peoples’ lives than it would appear to be today – 
certainly better attended. It was the year of the establishment of the Melbourne 
Symphony Orchestra, claiming to be Australia’s “first permanent orchestra” (Gillies 
2005). It was also a time when live venues were the principal way in which audiences 
would collectively enjoy their music – records were a recent invention and of relatively 
poor sound quality, radio was only four years old, and there was certainly no television, 
digital media or internet. Presenting virtually the same programmes of works today as a 
century ago has clearly become unsustainable, and underlines the need to be aware of 
the ever-changing climate in our musical culture. Remaining impervious to change is 
not an option for survival. It is incumbent on music educators to keep monitoring the 
temperature contemporary musical life and to make appropriate changes, enduring that 
what is taught remains relevant. As Gen. Eric Shinseki, Retired Chief of Staff U.S. 
Army said “If you don’t like change you’re going to like irrelevance even less”, and 
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more positively Dr Jonathan West (2006) wisely stated "Sometimes you have to change 
in order to preserve what’s good from the past”. 
 
A traditional 18
th
–20
th
 century orchestra consists of the players that deliver familiar 
content (mostly existing repertoire) to a largely known audience in a typical concert hall 
(Small, 1998). This paper, based substantially on an ARC research project into 
sustainable models for the 21
st
 century orchestra, hypothesises that this model is no 
longer enough to nurture 21
st
 century audiences, neither as a sustainable business 
approach, nor therefore as a basis on which to teach orchestral music, particularly in a 
tertiary training institution. It is hoped that some of the findings that this research 
reveals will be of value to tertiary instrumental training, particularly with regard to the 
orchestra. In the original orchestral model composers and performers had to respond to 
the needs of wealthy patrons who had the role of the audience. A dislocation occurred 
when the patron became the government funding body, and the role of audience was 
substantially removed from the orchestral production model. However, as Mark Twain 
remarked, “History doesn’t repeat itself, but it sure does rhyme a lot” (Day, 2007b). The 
rhyme in this case is the audience, who now have a wealth of temptations for how to 
spend their leisure dollar. For a variety of reasons, it seems state-owned funding bodies 
are often out of tune with choice-rich paying audiences. 
 
This research aims to identify the needs and desires of contemporary (21st century) 
audiences, together with needs of orchestras (players and organisation), and content 
(musical and performative material), to suggest a new sustainable and commercial 
model. This commercial model should determine the method by which the orchestra, 
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content and audiences interact effectively. This has far-reaching ramifications in tertiary 
music education. 
 
Research into orchestral sustainability is scarce. Audience research in Australia has 
explored which existing music repertoire suits particular audience demographics, and 
mapped current habits, consumption patterns and musical tastes (Radbourne, 1998; 
Rentschler et al, 2002; Saatchi & Saatchi, 2000; Australia Council, 1999; Boyle, 2003). 
There is also useful data from the United Kingdom (Association of British Orchestras, 
2005; Chong & Trappey, 2001; The London Symphonia, 2005), North America (John 
S. and James L. Knight Foundation, 2005; Symphony Orchestra Institute, 2005; 
Colbert, 2002; Scheff, 1999; Cutts, 2003; Kolb, 2001; Wiggins, 2004) and Europe 
(Cuadrado & Molla, 2000; Ropo & Sauer, 2003).  However, apart from mapping and 
developing audiences for current repertoire and analysing declining audiences, there is 
little research that investigates new ways that this form could be developed artistically 
to reach audiences, and have value commercially by exploiting both new forms and 
musical copyright or intellectual property (IP). It is research that is hoped will also 
better inform tertiary music educators in their obligation to seek effective career 
outcomes for their students. 
 
Challenges 
The paper proposes creative ways to move forward, which will increase the 
sustainability of orchestras and update the efficacy of the tertiary music environment in 
these areas. There are four challenges in this endeavour: 
1. repertoire 
2. competition and contexts  
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3. technology 
4. business model 
The first is the challenge of repertoire.  Philip (2004) in Performing Music in the Age of 
Recording states that in the nineteenth century access to concerts by a professional 
orchestra was very limited for most people. It was highly unusual to have the 
opportunity to hear a work more than a few times in a person’s lifetime. Thus the 
repertoire was not well known by most people. This pattern changed with the 
burgeoning of classical recordings, especially during the second half of the twentieth 
century. In 2007 audiences are faced with the opposite problem, a well known but tired 
and overexposed repertoire, with many of the great works available in hundreds of 
versions, even downloadable for free. And, as Philip identifies, what they hear is “a 
copy of a copy of a copy”. In many ways the orchestra has been a victim of its own 
success. Since the late nineteenth century the art form has failed to evolve significantly, 
relying on its distinguished past. As orchestral audiences get older there has been a 
decline in attendance numbers (Kotler & Scheff, 1997; Kolb 2001). The temptation, 
therefore, is to offer an ageing audience the product they are assumed to want, and to 
increase attendance in a minor way from this same demographic segment. This situation 
may change with the imperative to connect to new and younger audiences.  
 
However, relying on existing repertoire is not enough, and recent repertoire of the past 
century, much of it impenetrable for most people, has not been enticing new audiences 
into concert halls. It has failed in many cases to engage with what principally connects 
us to music – an emotional connection which finds resonance with our individual, social 
and cultural identities. This is a dynamic connection that changes as we change. This 
dislocation of audience and performer (through boredom or alienation) has made 
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marketing increasingly difficult for orchestral organisations. In contrast, in the operatic 
field, the internationally successful Australian group, The Ten Tenors, has focussed on a 
long-standing Western Art music practice, the “tenor”, by investigating and testing 
ways of changing and reconfiguring the repertoire, whilst maintaining the essence of the 
tenor voice. Similar possibilities exist for the orchestra. The sources for orchestral 
music repertoire have multiplied in recent years to include crossover forms, from film 
music to computer games to dance music and rock spectaculars as well as a new music 
from composers who are digital natives. Like traditional repertoire this music can range 
from affirmative to taxing. 
 
The second challenge is that of new competition and contexts. The traditional concert 
hall or opera house (as already alluded to) now has many fierce competitors. The 
competition from other large forms has been fierce; the large movie screen, the stadium 
rock concert, or both combined, can often give an audience a high-quality experience 
without sacrificing musical substance. The digital environment is opening up new 
artistic possibilities to broaden the dominant paradigm of existing orchestral 
presentations. The didactic approach of the custodians of the orchestral tradition has 
resulted in a culture that is highly demanding of an audience. Incomprehensible scores, 
stark listening conditions and strict behaviour rules entice too few to make the 
experience viable economically. This does not mean that the baby needs be thrown out 
with the bathwater, but that we seek multiple and nuanced solutions that will surprise 
and enthuse live and mediated audiences. There are many musical environments, often 
site-specific or non-traditional. These environments create new contexts for audience-
orchestra engagement, from disused warehouses to civic parks to offices (Vella & 
Arthurs 2000, 2003). 
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The third challenge is technology, which has opened up new possibilities in all areas of 
art and entertainment – more spectacular events to more people while paradoxically 
creating products that can be more customised to individuals. Nowadays music can be 
broadcast to the world, yet pressed as small runs of CDs or downloadable to suit each 
person. There is a choice of live, mediated and hybrid forms of presentation. Creative 
technological solutions to presentational modes are increasingly employed. This 
includes looking to other art-form successes, for instance digital movies, where 
enveloping the audience in an immersive environment, through such projects as 
iCinema, is moving apace (Shaw et al, 2004/5). Further innovative uses of technology, 
such as the use of projected live, recorded, preprogrammed and interactive images 
around the space and fully spatialised three-dimensional Audio Visual system will 
impact on music performance. There is also room for more theatricalised experiences 
using technology, for example with technologically-sophisticated staging, lighting, in-
ear monitoring, radio-transmitting transducers, amplified sound and stagecraft in both 
live and digital environments. 
 
The musical environments which have opened up over the past twenty years have 
blurred the lines between live, prerecorded and preprogrammed. This is achieved 
increasingly seamlessly using programs such as ProTools, MAX or Ableton Live and 
the ever-growing list of inventive gestural controllers – new instruments that can create 
new sounds from new sources (Arthurs & Trow, 2001). The original orchestral 
experience was built on innovation, new instrument design, large well-built buildings 
allowing for very large ensembles, musical volume and textures unheard before. 
Through technological innovation, audiences can be connected to the spirit of the 
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original orchestra, the essence of which has often faded over time. Educational 
institutions need to tap in to these stimulating developments to reinvigorate traditional 
forms. 
 
The fourth challenge is the development of a new business model with commercial 
outcomes. New solutions need to be explored to sustain the orchestra, artistically and 
economically. Research on cultural sustainability and productivity in the arts shows that 
sustainability is the point where the artistic effort is sufficiently supported by audiences 
such that the arts organisation or art-form is sustained for the next generation 
(Radbourne, 2003). The challenge of globalisation is a positive in terms of 
sustainability. The potential audience for an orchestra has increased through the ability 
to distribute across the world. But it cannot be done merely using the old product 
development and product extension models. Research is required to investigate ways of 
presentation, direction of repertoire, medium of distribution, social patterns and future 
audience needs, including what is happening globally (Harding & Robinson, 1999). 
 
The research for this project addresses these challenges and moves beyond investigation 
and experimentation, to create a socially and economically sustainable model to be 
trialled and rigorously tested, in both live and recorded formats.  
 
The research focuses not just on ‘developing’ audiences, but also identifying new 
audiences. For example, commenting on the commercial and artistic triumph with the 
group george and the Melbourne and West Australian Symphony Orchestras, Martin 
Buzacott stated that there is “no need in fact to develop these audiences. The audience, 
quite clearly, [is] there already, right there before us”. With similar aspirations, this 
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paper explores new product development models which link the development of new 
repertoire in a responsive strategy to expressed audience needs and desires, 
guaranteeing a sustainable product. 
 
Musicology and the Creative Industries 
Musicology is defined as the study of the history of music based on textual evidences 
(Lloyd, 1968). It grew from a scientific approach and the need to document changes in 
musical styles and forms. Inherently musicology represents the status of music 
composition and performance at a given time in history. In the twenty first century 
where there has been a shift in the production of art from supply to demand, that is, a 
new understanding of the role of the audience in the creative process and new business 
models for music consumption, traditional musicology is being challenged by 
commercialisation. The creative process now moves from the concept of the creative 
idea or product, through production and distribution, to consumption (Florida, 2002). 
The supply chain is only completed by an audience who attribute economic or aesthetic 
value to the musical experience. Creativity is the key driver of the twenty first century 
economy and needs to be leveraged. Many industries surrounding the orchestra are 
reliant on the health of orchestras, such as instrument manufacturers, the recording and 
entertainment industry, the multimedia, film and television industries, the music 
education industry, operas, ballets, broadcasters, venues, and festivals (QUT & Cutler, 
2003). 
 
In music it is often presumed that innovation and commercial success are mutually 
exclusive. This is not the case in other sectors and nor should it be in the arts. Declining 
government subvention and increasing business partnerships for the arts dictate a need 
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for innovation that has an outcome of commercial success. One effective example of 
commercialisation is The Ten Tenors (see above) from an ensemble of opera singers, 
into a worldwide crossover success.  The group has sold over one million records, 
performs live to around 250 000 people a year and has reached a television audience in 
excess of 50 million. In 2004 - 2006 they were in the USA Billboard Classical and 
Cross-Over Top Twenty Chart for over thirty weeks.  The act has become a significant 
export by evolving the original art form with new repertoire and presentation and 
enveloping it with a comprehensive audience development strategy (Arthurs, 2004).  
 
The British Government Department for Culture, Media and Sport defines the creative 
industries as “those industries that are based on individual creativity, skill and talent. 
They are also those that have the potential to create wealth and jobs through developing 
intellectual property.” The creative industries include advertising, architecture, art and 
antiques markets, computer and video games, crafts, designer fashion, film and video, 
music, performing arts, publishing, software design, television and radio. The orchestra 
could play a more significant role in the creative industries.  
 
The potential for developing new-authored intellectual property (IP) through 
compositional innovation and new creative production methods is immense. The 
addition of digital production techniques as well as the use of multimedia formats are 
well established in popular music production, but may be unknown within many current 
producing and performing institutions (Negus, 1999, 2002). In the same way digital and 
innovative music practices have made long-term changes to the creative processes and 
widened commercialisation in the popular sphere, new repertoire will ensure a healthy 
future for an extended orchestral form. Indeed websites such as Myspace, You Tube and 
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Second Life exist in a new virtual space, which blurs the boundaries between 
promotion, presentation and performance. 
 
The old orchestral repertoire is unsustainable as its traditional audience-base ages. 
Without innovative repertoire or IP that reaches beyond presentational and 
distributional elements, the orchestral tradition is struggling to find a place in peoples’ 
leisure time. This is a particular challenge in the digital era as consumers find they have 
increased ‘content abundance imposed’ upon them (Kretschmer, Klimis & Wallis, 
2001). The extended orchestra delves further into the relationships between high and 
low culture established over past decades, which are yet to be fully democratised 
(Hesmondhalgh, 2002). A range of audiences, including potential consumers, from a 
diversity of age, ethnicity, class and education backgrounds are yet to be included as 
listeners of orchestral music.  This growth in audience through growth in orchestral IP is 
possible with informed modelling and intensive work on new repertoire creation. More 
activity will yield more refined results, as better creative solutions are discovered 
though appropriate musical IP.  
The research questions framed for this study are: 
1. How can audiences for orchestral music be sustained? 
2. Can technology successfully develop new immersive environments that envelop 
innovative musical outcomes rich in textures, social meaning and commercial 
potential? 
3. What are the issues for new musical IP streams modelled through live and 
mediated presentational forms? 
 
Project methodology 
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The methodological approach places the nexus of artistic and economic sustainability at 
the centre of the research process. This involves beginning with the audience, 
developing the content, delivering the performance, and establishing the product. This is 
achieved through a variety of inquiry methods within a framework of action research. 
Such research is focused on observing iterative developments in a deliberately altered 
situation (Cherry, 1999). Action research often employs a cyclical process or action and 
observation and reflection (Schon, 1984,1987) that then informs subsequent spirals of 
action. It is usually situated as a naturalistic research method (Erlaandson et al., 1993) 
relying especially on qualitative data methods. In this project a variety of data sources 
informed each cycle which included test trials, participant observation, interview, 
survey, audience research data and focus groups.  Further to these multiple lenses on the 
phenomenon is the opportunity for individuals and the orchestra as a whole to 
contribute their experience of creative practice as an evolutionary process using 
digitisation to track the development in the practice, and allow the sounds that 
musicians make to figure as data amongst the other qualitative and quantitative 
methods. These multiple data sources allow crystalisation, providing a thick description 
of phenomenon (Denzin & Lincoln, 2000).  
 
The research was designed in eight stages as follows.  
Project Stages 
Stage 1: 
PLANNING & PREPARATION: Concept Development. Define Electronic specs for Model 1• Document 
composers brief • .Select and approach first group of composers • Document performer brief and finalise 
musical arrangements •  Record demo audio 
Stage 2: 
INITIAL TEST ORCHESTRA: Appoint SRA & RA • Performance of Demo Extended Orchestra and DVD 
recording  
• Survey Audience • Edit and author demo DVD 
Stage 3  
THE AUDIENCE: Survey literature etc • Analyse data from early audiences & DVD • Research and 
compare other models around the world 
Stage 4 
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MODEL DEVELOPMENT: Visit US and Europe to investigate other models and negotiate product 
release • Determine the exact models to develop •  Identify and develop models 
Stage 5 
CONTENT DEVELOPMENT: Develop new content for both models • Select Music and Tec RAs • Work 
on Marketing and fine tune performance models * Prepare for major tests 
Stage 6 
THE PERFORMANCE: Brisbane Festival Performance 
Stage 7 
RESEARCH CONCLUSIONS: Analyse new data and thus finalise models • Further development of 
appropriate repertoire 
Stage 8 
THE PRODUCT: Create new extended orchestra • Market and promote • Ensure quality • Look at 
localised audiences and customise • Develop product • Create full-length Hybrid CD • Launch Products 
commercially • Australian performances 
 
The planning and preparation began with the concept development. This was based on 
two inputs: knowledge of audience behaviour and preferences in orchestral 
performances, and the creative processes of artistic ideas. It was not dissimilar to the 
new product development model of Urban, Hauser and Dholakia (1987), which begins 
with opportunity analysis, market definition and idea generation. This project was 
unique, in that it was funded to build the test orchestra and engage an audience in the 
test performance, use the musicians as research assistants and participant observers, and 
make modifications before a public launch. Crealey, in her research into new product 
development in the performing arts, states,  
Testing is often dismissed or undervalued in the arts. Many maintain that product 
testing is impossible in the performing arts because of both the personal nature of an 
individual’s response to art and the simultaneity of the performing arts experience: the 
product is produced by the performers and consumed by the audience at the same 
moment. (2003, p.30).  
 
The concept aimed to overcome this. 
 
This project involved many new product components (repertoire, technology, 
mediation, visuals, venue, staging, musicians, instruments) challenging audience 
understandings of orchestral music, and the concept development was rigorous. It 
involved planning and preparing the initial case for an extended orchestra model to be 
developed as a fusion of acoustic and digital instruments and images. This required 
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defining the digital instrument specifications and documentation, choosing creative and 
musical research assistants, composing and finalising music for the test orchestra, 
recording audio for the demonstration DVD, and auditioning and interviewing the 
research assistants/musicians. The test orchestra was given the name Deep Blue. It 
performed in a range of styles using specified acoustic, amplified and digital 
instruments, including synthesisers, samplers, laptops and strings. It was built on the 
theory that “recent innovations in musical instrument design are not simply a response 
to the needs of musicians; they have also become a driving force with which musicians 
must contend” (Théberge, 2000). Surround sound systems and multi-screen live and 
prerecorded visual images were explored and added to the subsequent public 
performances.  
 
All audiences were surveyed using questionnaires and focus groups. In addition live 
audience participants provided feedback through observational and experiential data 
such as SMS messaging and were supplied with pens to write on tablecloths at which 
they sat. Survey questions examined demographic details, expectations, motivations for 
attending, current musical preferences, and reflections on the performance. Focus group 
questions probed when and where audiences usually experience music, what were their 
feelings when engaging with orchestral and other music, their view of the role of the 
audience, inventing a new model of orchestral performance, and how musicians and art 
policy makers can ensure the next generation will become an audience for such a model.  
The focus group discussion was designed to enable the researchers to tie together 
clusters of behaviour that relate to a given consumer decision or action. The group 
interaction was planned to stimulate richer responses and generate new ideas for this 
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study. Audience connectivity was critical to the outcome. SMS messaging enabled 
feedback to be time-stamped to particular points in a performance. 
 
An eclectic selection of works was chosen according to criteria such as their dramatic 
possibilities, their communicativeness, and their practicality for staging and suitability 
for the target demographic. The aim was to have the emotional narrative of the music 
represented in the whole event. The music was a combination of new works, for 
instance ‘Elegy’ composed by Robert Davidson, ‘Raising up Water’ and ‘Hong Kong 
Western’ by Phill Wilson, ‘Chill’ by Yanto Browning, ‘The Flying Dream’ by Ian 
Grandage, and existing works such as ‘Mars’ from The Planets by Holst, arranged by 
Robert Davidson, the Fourth Movement from Mahler’s Fifth Symphony, and the Theme 
by Thomas Newman from the film ‘American Beauty’. The Deep Blue team comprised 
music and stage directors, string players, electronic musicians, stage and video 
personnel. The soundtrack for the week of filming was undertaken by The Queensland 
Orchestra, conducted by Robert Davidson. 
 
Since then more work has taken place. Other innovative orchestral models around the 
world have been investigated and during the 2006 Brisbane Festival both the Deep Blue 
orchestra project and the Winners multimedia project were presented. More recently the 
spotlight moved solely to Deep Blue as, based on the earlier research, this is the model 
that was appropriate for product development. This has now reached stage eight – 
commercial development - and aided by the music management company Dmand a 
business plan was developed. This phase is currently in progress. 
 
Data summary 
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Much of the data generated is still being analysed. The results of the research data will 
be summarised in future forums and papers. During the festival, where over 600 people 
attended the Deep Blue shows and 220 were surveyed with questionnaires, it was of 
interest to find that the responses were overwhelmingly favourable, with 96% of the 
respondents stating they would return.  
 
In the earlier test orchestra, when asked ‘What did you like best about this 
performance?’, the largest response (47%) identified the musicians/performers, as 
opposed to the visual elements, the sound production, the style of music, how it made 
you feel, or ‘other’. It is informative for a music educator to discover that despite all the 
technology and visual stimulation, the music appears to remain the central attraction for 
the audience. In this first week of performing/filming the musicians were asked the 
following questions: 
1. Where does the audience ‘fit’ in the musicians’ view of a performance?  
2. Describe the role of the classical musician working with digital, electronic 
effects. How is it different? 
3. a. What did you like best about this Deep Blue experience?  
b. What did you like least? 
4. What will be the kind of orchestra that will sustain audiences of the future? 
5. What is the role of the audience in a musical performance? 
 
Their responses showed that most enjoyed the freedom, innovation, diversity, and 
audience interactivity of this orchestral performance model. They wanted to be able to 
share intellectually, emotionally and physically with the audience, as the response factor 
was needed for their best performance. What was lacking was interaction with the other 
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performers which was necessary to heighten interaction with the audience. The 
musicians also wanted more ownership of, and involvement in, the production process. 
 
Educational issues 
Of prime importance are the educational issues for the training of musicians, especially 
with regard to orchestral futures. As the research unfolds, there will be more findings, 
but already there are issues emerging. This goes deep and requires that, like it or not, 
orchestral and instrumental teachers must be aware of and act on the seismic cultural 
changes that have recently occurred in music (and continue to occur). Issues in 
particular are: 
1. other musicians 
2. musicianship skills  
3. the repertoire  
4. learning, rehearsal and performance practices.  
The research project has unearthed the following pointers to many stimulatants in 
advancing musical practice beyond traditional orchestral practice, that usually find 
favour with audiences. 
 
1. Orchestral-based players have much to learn from working in new contexts: 
improvisational modes, with electronic/digital musicians, without conductors, without 
the encumbrances such as music stands, and in multimedia, theatrical or site-specific 
contexts where new or unconventional interactions can take place. Learning to work 
with musicians from diverse backgrounds would quickly enrich students’ musical 
breadth and depth, providing that this practice is positively reinforced by their teachers 
– that they become part of the solution. 
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2. Musicianship skills required to equip a twenty-first century musician to work in a 
transdisciplinary (or even an interdisciplinary) environment encompass many traditional 
skills but also include others; this means a new polystylistic and pluralistic approach to 
musicianship, including: the use of technology, interdisciplinary awareness and 
consideration of cultural, positional, temporal, dynamic, frequential, structural, 
symbolic and mediated areas of study (Vella & Arthurs, 2000, 2003; Arthurs, 2006; 
Arthurs 2003). 
 
3. The orchestral repertoire can be expanded by challenging preconceived notions of 
what an orchestra should or should not do, without sacrificing quality. This means fully 
embracing cross-over orchestral works for film, television and computer games and by 
rearranging music across the high art/low art continuum. There are also opportunities 
for performance of repertoire that requires amplification, or in mediated environments 
(for instance sampled and synthetic sounds, hybrid acoustic/electronic situations, 
performing and incorporating new and visual media, and even using gestural 
performance controllers). There are opportunities for this repertoire to be absorbed into 
the curriculum through the dissemination of these types of works for training purposes 
at schools and beyond. This could be by using print media or in other ways. Interactive 
technology could be used far more in the teaching and rehearsing of repertoire. 
 
4. The term ‘music specialist’ in schools could extend beyond primary and instrumental 
to include a third specialisation: music technology. Indeed the term ‘instrumental’ could 
embrace the wider variety of new instruments than is currently usual practice. 
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The traditional concert hall is only one way to present timbrally rich and large-scale 
music. One solution to the polystylistic musical world we live in is to create a quasi-
theatrical event that allows each performer to create their own performance 
microclimate. The Great Escape, presented by QUT (2004) and at the Queensland 
Music Festival (2005), trialled this approach by developing a simulated “MTV” 
approach, transforming performances from their usual stylistic presentational settings to 
a synthesised unified theatricalised event. Each performance, though autonomous, was 
part of thematic whole, complete with multicameras, multiscreens, staging and 
sophisticated lighting. It was not solely musical but a theatricalised and mediated club / 
television event. The Deep Blue project drew much from this experience. 
 
Conclusion 
It would appear that both musicians and audiences across a broad demographic 
spectrum are keen for the orchestral form to thrive, and if so innovation in this area is 
important. 
 
Therefore it would seem valuable for tertiary music institutions involved in the training 
of orchestral musicians to continue to lead by pushing the artform and practice forward 
both by embracing and adapting to the opportunities that cultural and technological 
changes offer, as well as maintaining traditional practice. In so doing they will help 
ensure the orchestral legacy is better equipped to survive, and restore some of the 
innovative role that once it had. 
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